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Chapter I 
 
The Game of Love And Chance 
COSTUME DESIGN 
 
Background and Plot summary 
 The original version of The Game of Love and Chance was performed in Paris in 
late January of 1730. It was originally written by French playwright Marivaux and 
adapted by Stephen Wadsworth. The original performance was done in commedia 
dell’arte style. This adaptation was first performed in Princeton, New Jersey, on May 
9,1997. Silvia, a wealthy girl, does not want to follow her father’s orders to marry 
someone she does not know. She switches her identity with her chambermaid Lisette 
when her fiancé Dorant first comes to 
visit. In order to know Silvia better, 
Dorant also dressed like his valet. 
During the visit, Dorant and Silvia fall 
in love with each other. They have to 
deal with family expectations and the 
social restraints of their stations.  
 The Game of Love and Chance 
was part of the 2013-2014 Utah State 
University Theater season and 
performed in the Black Box Theater. 
The story takes place in one day from 
morning to night. The plot allowed Fig.	  1.1	  18th	  century	  woman	  with	  tall	  wig	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some characters to have at least one change of costume. 
 
Concept 
 Before started my design process, I read the play and met with the director, Jason 
Spelbring. Spelbring had a very specific vision of what this play should feel and look 
like. He wanted to set the show in the 1760’s so we could play with tall wigs. This is one 
example of his research. (Fig1.1) He showed me some evocative research to set the mood 
and the tone of the play. (Fig1.2) I found it very interesting that the fragile delicate 
quality of butterflies was similar with the fashion style of 18th century. I decided to use 
the butterfly as my design element to tie the theme together.    
  The Game of Love and Chance is set at Monsieur Orgon’s house. They are upper 
class people and live near Paris. This play 
is a historical piece, and such pieces 
always attract the older generation’s 
attention. In this case, Spelbring wanted to 
set the play in the 18th century, like the 
original production, but still keep the 
modern dialog to help younger audiences 
adapt to the concept easier. He wanted me 
to bring some modern influence to the 
design to match the style of the dialog.  
 
 
Fig.	  1.2	  Director’s	  research,	  a	  boy	  with	  butterfly	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Research and Design 
 This delightful love story happens within the upper-class and is all about social 
stature. It makes a lot of fun of fashion and what upper-class people in the 18th century 
looked like. While talking with Spelbring, he told me that instead of using traditional 
commedia dell'arte style, he decided to direct the show realistically. Because of the play’s 
historical period, it required exaggeration of fashion, style and silhouette. I also had to 
find a way to bring the modern influence into my designs. 
 First, I set up the color palette based on the color of the set, the relationship of the 
families and lovers, and the mood of the play. After I checked with the set designer	  
Kimberly Jackson, I got the color palette of the set: grey tiffany blue. In order to pull the 
characters out of the background, I avoided the same color in my costumes. 
This is a love story. The story is based on two families’ arranged marriage and has 
two pairs of lovers. Silvia and Dorante are the “soul mate” type. They have the same 
ideas and similar personalities. I put them in the same color range to visually symbolize 
their relationship and help the audience knows who’ s who. Lesset and Harlequin are the 
commedia dell'arte characters. Lesset is not a traditional commedia name but Harlequin 
is. They are characters based on typical commedia dell‘arte innamorati. They are servants 
but pretend to be their masters. They need to be the most ridiculous couple on stage; 
furthermore, I wanted them to have matching colors for them to tights their relationship. I 
choose dark magenta and Olympic blue. These two different colors have the same tone 
and would solidify their relationship onstage. Mario and Orgon, on the other hand, are the 
“real money”. I set them in golden-based colors to give a ‘rich’ effect. All the servants in 
Orgon’s family were dressed in beiges color in order to be unified. 
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After solidifying my color scheme, I did research about the most common 
understanding of fashion of the 1760’s. According to my research, the 1760’s was a 
period in which wigs started growing up and panniers on the side started growing bigger. 
(Tortora) Pannier is also known as side hoop. It is a hoop skirt women often used in 18th 
century. Seting the period in the 1760’s afforded the largest opportunity to express all the 
different styles of the 18th century. I could give each character a look that could express 
their personality the most.  
 Finally, following my study of the script, I started to set different looks for each 
character. This story happens in one day and begins in the morning. Therefore, I did some 
research about sleepwear in that period. I found men’s sleepwear called a banyan, is quite 
interesting in that period because, compared with daily looks, it is far more sumptuous. 
(Tortora) It was influenced by Persian and Asian clothing, and people in that period 
would spend much time and money to find exotic fabrics from which to make their 
banyans. It usually came with a cap, which worked as a nightcap since men would shave 
their heads, wear a wig during the day and needed the cap to cover heir head after they 
took their wigs off at night. (Picken)  
Those who have design experience will know that a modern take on a historical 
piece can easily lack elegance and power. This is because a modern take on a historical 
piece requires the designer to be really familiar with both historical silhouette and 
practical things that have common influence today. It required me to not only think of 
this design as a straight historical piece, but also think of myself as a designer in that 
period.  
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Paper wig 
My design to use paper wig was influenced by exhibits that I did with costume 
professor Nancy Hills in London a 
year ago. We went to several museums 
to study historical fashions. These 
historical garments were set in modern 
style exhibitions. Moreover, instead of 
using traditional wigs, most of these 
exhibitions used paper wigs to evoke 
the historical looks. (Fig. 1.3) In this 
way, paper wigs helped to save a lot of 
our budget. Paper wigs don't have the 
cheap look that synthetic wigs always 
have under spotlights, and they have a 
special craft and artistic feeling to 
them. Therefore, I brought up this idea to Spelbring immediately. 
After Spelbring approved this idea, I started my functional research. I did research 
on how to make paper wigs strong enough to last for at least two weeks of performances. 
I found a blog by Kent State University Museum that included a document called Paper 
Wigs for the Fashion Timeline. (Joanne Arnett, 2012) The instructions in this article were 
exactly what I was looking for. Instead of thinking of it as a wig-making project, it 
actually was a millinery project. First of all while making the base shape I used Foss-
shape to make a dome that fit the actor’s head and cut the hairline to make sure it covered 
Fig.	  1.3	  Paper	  wig	  research	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the actor’s real hairline. Foss-shape is a material that looks like felt and can be shaped 
when it gets heated up.  Second, I made hair strips out of twist paper that Paper Wigs for 
the Fashion Timeline (Joanne Arnett, 2012) mentioned. Lastly, I used amber glue to 
secure the hair strips all the way around the hairline. These were the basic steps I used to 
make the paper wigs. They were lightweight and fit well on the actors’ heads. In this 
way, I made the 18th century wig more modern and feasible.  
 Since wig-making became a millinery project as opposed to hair, which 
traditionally would have been allocated to the hair and makeup designer, I had to do 
research about 18th century hairstyles at the same time. The basic hair shape is pulled up 
in a chignon without bangs and usually comes with side curls. Chignon is a hairstyle that 
looks like a lower bun but done with pins. I will talk about my specific research and 
choices later in each individual character chapter. After the research, I started work on 
my designs for individual characters.  
Silvia 
 Silvia is Orgon’s daughter and 
Mario’s sister. She is the mistress of the 
house and not like other young girls who 
only think about romance before they get 
married. Silvia has her own unique, realistic 
insights of how marriage actually is. She 
does not agree with the marriage that her 
father set for her and tries to find out who 
her husband really is by herself. She is Fig.	  1.4	  hand	  painting	  silk,	  sleeve	  part	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independent and also beautiful. In 
the first scene, she has just woken 
up and is discussing with her 
chambermaid her decision 
whether or not to marry the man 
her father arranged for her. The 
first scene is the only scene in 
which she can wear her own 
clothes. Later she will switch dresses 
with Lisette to be a chambermaid until 
the end of the play. This change takes 
place within a two-minute quick 
change. In order to make the change 
smoother, she wears her dressing 
dressing gown in scene one. 
  The robe was the only thing 
that could show the audience who 
Silvia really is. Therefore, it needed to 
be elegant and interesting enough to 
show her independent, charming 
character. In the 18th century, hand Fig.	  1.6	  Silvia’s	  maid	  look,	  production	  photo	  
Fig.	  1.5	  Silvia’s	  maid	  research	  &	  inspiration	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painting on fabric was just being introduced. I designed a hand painted silk butterfly robe. 
(Plate 1.2 & Fig 1.4)  It was flowing, colorful, and smooth, which perfectly suited 
Silvia’s sensitive, lively, and elegant personality.  
As for her maid look, I gave her an ankle length striped skirt, a little apron, and a 
small maid cap. This is because in the traditional commedia dell arte, stripes are often 
used to denote chambermaids. Ankle length skirts rather than floor length represent a 
very youthful look, and the apron and maid cap give a sense of general understanding 
about how a maid should look. I used light blue with white stripes to pop her out from 
other servants’ colors as well as to visually link her with Dorant. (Fig. 1.5 & 1.6) 
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Plate	  1.1	  Rendering	  -­‐	  Silvia’s	  maid	  look	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Plate	  1.2	  Rendering	  -­‐	  butterfly	  robe	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Dorant 
 Dorant is Silva’s fiancé. He comes to visit 
Silvia’s family for the first time, and in order to 
discover who Silvia truly is, he dresses up like his 
valet. Dorant is a decent young gentleman. Also, 
according to the script he is handsome. In order to 
keep his classic gentlemanly look within a valet identity, I put him in the same coat as 
Harlequin but with different decorations. I found some flower-embroidered organza 
which sports a blue under tone with golden brown flowers. It was the perfect touch on 
Dorant’s baby blue velvet coat. This combination created a classy finish on Dorant’s look, 
and at the same time, it also matched Silvia’s blue and white striped skirt. (Fig. 1,7 & 1.8) 
Fig.	  1.	  7	  Dorant’s	  valet	  research	  &	  inspiration	  
Fig.	  1.8	  production	  photo	  of	  Dorant	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Plate	  1.3	  Rendering	  -­‐	  Dorant	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Orgon   
Orgon is Silvia 
and Mario’s father. He 
and Mario are the only 
two people who know 
what is going on from the 
beginning. Unlike other 
older generations in that 
period, he supports his 
children’s decisions. 
Orgon represents old money.  Therefore, I chose 
to dress him in the older generation’s style. 
That’s why I put him in a slightly longer coat, 
looser pants and a lower, curled hairstyle. His 
signature color is golden brown. This is because 
I wanted to give him a cozy, warmer tone to 
portray his kind and generous personality. Also, 
at the same time, golden brown matched 
Mario’s golden green and helped to visually link 
them onstage. (Fig 1.9 &1.10) 
 
 
Fig.	  1.9	  Organ’s	  research	  &	  inspiration	  
Fig.	  1.10	  Production	  photo	  of	  Orgon	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 Plate	  1.4Rendering-­‐Orgon	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Mario 
 Mario is Silvia’s younger 
brother. His mother died when 
giving birth to him, and Orgon 
sees Mario as the last gift his 
wife left for him. Therefore, 
Mario was spoiled his whole life. 
Mario should be fashionable, 
lively, fun, wealthy and classy. Like 
Silvia, Mario also has a costume change in 
the beginning.( Fig 1.11) I found an 
embroidery fabric almost the same as my 
Banyan research. 
We built his 
Banyan. (Fig 
1.13&1.12) I also 
found a very 
interesting sari 
fabric that has 
radiant green 
around the 
border. We cut the fabric so that the border 
Fig.	  1.11	  Mario’s	  research	  &	  inspiration	  
Fig.	  1.12	  Banyan	  research	  Fig.	  1.13	  Mario’s	  banyan	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and radiant green would be symmetric on the back. I 
gave him a round-edged coat with golden trim all the 
way around to fancy him up and a tall wig that is 
similar to Harlequin but less crazy in color. (Fig. 
1.14) 
Fig.	  1.14	  Mario’s	  day	  look	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 Plate	  1.5	  Rendering	  -­‐	  Mario	  day	  look	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Plate	  1.6	  Rendering	  -­‐	  Mario’s	  Banyan	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Harlequin 
 Harlequin is Dorant’s valet 
who had been asked to dress like 
his master when visiting Silvia’s 
home. Unfortunately, Harlequin 
couldn’t portray the true profile of 
a wealthy and classy gentleman. 
Therefore he ends up looking 
ridiculous and preposterously luxurious. 
Harlequin’s costume was based on the 
general stereotype of how wealthy people 
looked in the 18th century. Most of the 
stereotypes came from the mass media, 
which in that period was theater, books or 
stories. I found some Italian performers’ 
costumes from my research as fig. 1.15, 
which were just perfect for this character. In 
order to match with Lisette, I put him in a 
dark orchid pink jacquard fabric decorated 
with aquamarine details. Harlequin’s wig is 
as big as Lisette’s, and the colorful and 
exaggerated hairstyle easily matched his 
ridiculous look. (Fig. 1.16) 
Fig.	  1.15	  Harlequin’s	  research	  &	  inspiration	  
Fig.	  1.16	  Harlequin’s	  production	  photo	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Plate	  1.7	  Rendering	  -­‐	  Harlequins	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Lisette  
 Lisette is Silvia’s 
chambermaid. She is a 
lovely, sassy character 
whose situation parallels 
Harlequin’s: she has to 
dress up like Silvia when 
Dorant comes to visit. 
Therefore, she had the 
same design process as Harlequin. (Fig. 
1.17) I found a lovely aquamarine 
jacquard fabric and hot pink 
decorations for her. With a huge side 
hoop skirt (one that our shop manager 
built 20 years ago for her MFA 
graduation project) and a two-foot tall 
wig, Lisette literally became the 
biggest thing on stage. She was around 
eight feet tall with high-heels and wig. 
This look fit her character perfectly: 
ridiculous and irresistibly luxurious. 
(Fig 1.18) 
	  
Fig.	  1.17	  Lisette’s	  research	  &	  inspiration	  
Fig	  1.18	  Lisette	  dress	  like	  Silvia	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Plate	  1.8	  Rendering	  -­‐	  Lisette	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Evaluation 
When I approached the design for The Game of Love and Chance, I was terrified 
of the idea of combining modern art with traditional 18th century style. This is because I 
haven’t seen a lot of mixed-period costume designs that turn out decently. They either 
looked like the designer did their research wrong or the show was terribly short of budget, 
so they had to pull everything in stock to cover the actors. However, after several 
meetings and lots of research, I found a way to solve the problem by looking at a display 
of museum exhibitions. It gave me the idea of dressing actors with paper wigs, which is 
the way they dressed their mannequins. It solved the problems and also gave me another 
opportunity to express my design ideas. Furthermore I learned how to communicate with 
Fig	  1.19	  Production	  photo	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a director and other designers, what’s the best attitude to have when I find out that things 
are not going the direction I expect, and how to do useful research. 
First I will address communication with director and other designers. I never 
realized how important communication was until I started work on The Game of Love 
and Chance. We had our design meetings before summer break, so I had lots of time to 
improve my designs during the summer and send my changes to the director and other 
designers. This way, whatever the changes were, we always had discussions and came up 
with a solution that could work with all the designs. For example, Lisette’s wig used to be 
white according to my original design. After I talked with the lighting designer and 
director, I changed it to a pink gradient. This is because the show was in a black box 
theatre, and with the wig, the actor would be eight feet tall. The wig would be too close to 
the hanging lights for the lighting designer to get a good focus, since the light would 
bounce off the white paper. After discovering this, I gave color to Harlequin’s wig for the 
same reason. I also gave Lisette’s wig color as well. These experiences really taught me 
how important it is to have good communication in the design process.   
Secondly I’ll address how I learned which was the best attitude to adopt when 
finding out that things are not going in the direction I expect. During the production of 
The Game of Love and Chance, there were lots of things that I had never done before, 
and some things are possible in theory but difficult in reality. For example, we had a silk 
robe that needed to be hand painted. I had never hand painted silk before, and my major 
professor, Nancy Hills, who was good at it was on her sabbatical. I got very upset that I 
couldn’t get help from her. I wanted to quit and cut the piece from my design because I 
was not willing to deal with it. When Hills heard of my situation, she talked with me 
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through Skype and taught me everything she knew about silk dye. In the end, she told me 
to never let my attitude get in the way when I know trying harder can bring me a good 
design piece, and after all, the whole process is about solving problems.  
Lastly, it is important to do useful research. When doing my research I have the 
tendency to go big, especially with generalized research. I love doing research about 
nature and period styles. However, I always have too many ideas going on and lose my 
design concept. Even though after our first design meeting we cut most of it, I still spent 
too much time on research and kept switching my ideas. If I could go back and do it 
again, I would spend most of my time focusing on moving forward on my designs and 
my renderings instead of wasting my time thinking about other design options.              
It was a great opportunity to work on The Game of Love and Chance as my MFA 
graduate project. I gained a lot of valuable experience through the whole show. I also got 
a lot of help from friends and colleagues. I was very grateful for the opportunity that my 
professors gave to me and am looking forward to using these experiences on shows in the 
future.     
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Appendix A 
 
 
 
 
 
 
 
 
 
 
 
Fig.	  1.19	  Wig	  design	  for	  Dorant	  and	  Silvia	  
Fig.	  1.20	  Wig	  design	  for	  Harlequins	  and	  Lisette	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Department:    Director:                   
Show:                  Costume Designer: 
Space:                  Faculty Advisor:      
Actor Character Look # Costume Piece Description Pull Buy Build Rent Cost
Silvia 1 butterfly rope hand paint silk ~
corsset showing, good looking, pink ~
underpants ballon shape, showing,  pink ~
sliper period. Pink or purple ~
2 cap ~
apron same with Lisette ~
pattie coat strip, blue ~
over skirt strip organza, white, blue ~
shoes period ~
Wig ~
Dorant 1 period coat blue ~
2 pieces  set yellow vest and pants
shirt white ~
socks long, white
cravat white with blue edge
shoes bage heels
wig ~
2 apron match silvia
Orgon 1 3 piece men golden brown 3 pieces men's period coat
shirt white with lace
socks white
cravat bage lace
wig
Mario 1 banyan blue green with flowers
vest gold
pants green
socks white
cravat white lace
2 3 piece men's coat golden green
cravat white lace
socks white
shoes green heels with red flower
shirt white
Harlequin 1 coat hot pink with open sleeves
vest brown strip
skirt hot pink skirt
pants brown strip
socks pink
shoes pink heels
cravat white with blue sequin
wig
2 coat blue, similler to Dorant
Game of Love and Chance Plot
Plate	  1.9	  Costume	  plot	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Department:    Director:                   
Show:                  Costume Designer: 
Space:                  Faculty Advisor:      
Actor Character Look # Costume Piece Description Pull Buy Build Rent Cost
Lisette 1 pettie coat pink strip
over skirt pink srtip
apron bage 
shoes pink heels
wig
2 overskirt blue and pink
side hoop 2 yard wild
fan blue with sequin
shoes pink heels with bow
Plate	  1.10	  Costume	  Plot	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Chapter II 
 
Candida 
COSTUME DESIGN 
 
Plot summary 
 Candida is a comedy written by George Bernard Shaw in 1894 and published in 
1898. It takes place in the northeast suburbs of London and revolves around women’s 
roles and statuses in relation to the family at the turn of the 19th century. Eugene 
Marchbanks falls in love with James Morell’s wife, Candida. Eugene feels that Morell 
doesn’t give enough credit to Candida for her work and tries to persuade Candida to leave 
Morell and marry him. However, Candida chooses the one who needs her most instead of 
the one who appreciates her the most. Utah State Theater presented Candida in February 
2014 in the Old Lyric Theater. It was directed by Adrianne Moore with set design by 
Shawn Fisher and lighting design by Steven Piechocki.  
 
Concept 
 Moore and I had our first unofficial meeting in November of 2013. At the first 
design meeting we evaluated each character and analyzed the script to ensure that our 
understanding of this play is consistent: Candida is set in a lower middle class family, and 
from the style of the dialogue we believe that it would be appropriate to present this show 
in realistic, period style. The story, from beginning to end, happens in one day. I found 
out that the set would be a dark wood frame combined with an amber translucent screen. 
The interior had some strong Victorian elements in it. The story happens in Candida’s 
	  	  
31	  
home, and Morell works from home. Therefore, while emphasizing the unique qualities 
of each character, I had to make sure they fit in the same world.  
 
Research and Design 
As a design team we decided to set 
the show in its original period. It was clear 
to me that daily period photos were the kind 
of research I should begin with. I therefore 
found some Gibson-girl photographs from 
1898’s. (Patterson, see Fig 2.1) Because of 
the conservative character in this play, I also 
did some research about 1890’s.  
Because the dialogue in this play is 
written in a traditional English accent, I had 
a hard time reading the script and 
understanding the deeper personalities of 
each character. As I talked about some of 
the characters in detail with Moore, she expressed her vision of how these characters 
would look in a contemporary setting. This helped me to understand the features of the 
characters. It also led me to further research specific working photographs. I looked at 
schoolgirl uniforms in the 1890’s, young gentlemen from university, traveling outfits and 
clergymen’s uniforms. Through this research, I got the general feeling of the world they 
Fig.	  2.1	  Gibson-­‐girl	  photograph	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are living in. Also, I was able to utilize 
these images to create a silhouette that fit 
in the same world. (Fig 2.2)   
Because Morell is a minister, I put 
him in black. In order to form a cohesive 
picture, I put both his secretary, Miss 
Proserpine Garnett, and his curate, The 
Reverend, Alexander Mill, in gray. 
However, the color palette slightly turned 
to a more natural tone.  Candida, Mr. 
Burgess and Eugene Marchbanks shared 
the same kind of lively quality. Therefore I put a little bit of color in their costumes. I set 
up my color palette, not just based on the personality and career of each character, but 
also on the color palette of the other designers. I wanted to make sure that I didn’t use too 
much yellow ocher and amber so that the actors wouldn’t melt into the background when 
lights shone on their costumes.  
Miss Proserpine Garnett 
Miss Proserpine Garnett is Morell’s secretary. She is efficient and reliable but not 
as solemn and strong as she seems to be. In fact, she is very sensitiv	  e and fragile. 
Because Proserpine secretly loves Morell, she continuously does more than her job 
requires, even with her small income. Everyone in the play except Morell notes this fact.  
I didn’t have a specific look in my mind when I began doing research for her. 
However, when I talked with Moore, she pointed out that Proserpine would be a girl with 
Fig.	  2.2	  Women	  in	  1890’s	  
	  	  
33	  
a career and proud of herself in that time. 
Therefore I focused my research on how 
professional women looked in the period. 
However, in 1900’s, because it was not common 
for women to have a job, rather than being a 
laborer, (Simonton) I had a hard time finding 
photographs of professional women. I talked 
with my supervisor, Hills, and she suggested 
doing research on women’s colleges in 1890’s. 
It really opened my eyes, and I found a lot of 
very instructive photos. Thus, I found a look 
that I believe is accurate for Proserpine. (Fig. 
2.3) 
Because the actor for Proserpine had a 
curvy body shape, I pulled a white shirt with a 
black tie to give her a bossy 
look. I found a black and grey 
striped skirt that was the right 
size for her as well. (Fig. 2.4) 
This grey skirt had a little train 
on the back. I chose a slightly 
older fashion than 1900’s 
because, from my Fig.2.4	  Research	  for	  Miss	  Proserpine	  Garnett	  
Fig.	  2.3	  Production	  photo	  of	  Miss	  Proserpine	  Garnett	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understanding, Proserpine is not a very fashionable person, and she would not spend 
money on buying or making clothes every year. She does not have costume changes. 
There is only one time she comes up on stage with a coat and a hat in her hand. 
Therefore, the hat and coat did not even have to fit her.   
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Plate	  2.1	  Rendering	  -­‐	  Miss	  Proserpine	  Garnett	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James Mavor Morell 
Morell is a Christian socialist clergyman 
and lecturer. In the script, he is described as  
“A vigorous, genial, popular man of forty, 
robust and good-looking, full of energy, with 
pleasant, hearty, considerate manners, and a sound 
unaffected voice which he uses with the clean 
athletic articulation of a practiced orator, and with 
a wide range and perfect command of 
expression.” (Candida, Page 6) 
He is very successful in his work and not 
an at-home type of man. Morell grew up with a lot 
of attention and therefore is enthusiastic and self-
confident. He has never experienced serious 
frustration until Eugene Marchbanks comes to 
visit. Before that, he always believed that he had a 
perfect marriage with Candida.  
Because of Morell’s career, I did my 
research on clergymen in England. There were only few images to be found. Therefore, 
Hills used her resources to help me find the right one. The story happens at Morell’s 
home, and he works from home as well. I wanted to show his passion towards his work. 
Therefore, when he is at home, I gave him a clergyman’s period uniform to highlight the 
effect that he is always ready to work. (Fig 2.5) 
	  
Fig.	  2.5	  Production	  photo	  of	  Morell	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Morell has a costume change in the last act. He goes to a dinner event after he 
gives a lecture. When he comes back, he still has his evening coat on. I did some research 
about dinner-wear in the 1900’s. (Fig 2.12) I put him in a black tailcoat that was the most 
common style that men wore for dinner in 1900’s. However, instead of using a top hat, I 
gave him a black fedora to weaken some of the formal feeling.  
 
 
Fig.	  2.12	  Men’s	  dinner	  attire	  research	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Plate	  2.2	  Rendering	  -­‐	  Morell	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Alexander Lexy Mill 
Alexander Lexy Mill is Morell’s curate. 
Lexy is a bit arrogant and immature but also well 
intentioned and enthusiastic. He worships Morell 
and wants to be like him, but he isn’t very good at 
it. In the end of this play, Lexy has a little crush on 
Proserpine. 
In order to distinguish Lexy from Morell, I 
gave him a suit in a different color than his boss: 
grey instead of black. It is the same color as 
Proserpine since both of them have a “dog like” 
devotion towards Morell. (Fig 2.6) 
Lexy goes to the same dinner as Morell. 
Therefore, I gave him a similar tailcoat to the one 
Morell had. Because they would be on stage together, I used different vests to visually 
differentiate them for the audience.  
 
 
 
 
Fig	  2.6	  Production	  photo	  of	  Lexy	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 Plate	  2.3	  Rendering	  -­‐	  Lexy	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Mr. Burgess 
Mr. Burgess is 
Candida’s father and a 
businessman. In the script, 
he is described as “made 
coarse and sordid by the 
compulsory selfishness of 
petty commerce, and later 
on softened into sluggish 
bumptiousness by 
overfeeding and 
commercial success. He is a 
vulgar ignorant guzzling 
man.”(Candida, Page 12) 
He is unaware of his vulgarity and he doesn’t get along well with Morell.  
The actor who was cast as Mr. Burgess had a slender figure. In order to get the 
feeling of “overfeeding and commercial success”, and to lend a little comic effect, I put 
him in a belly fat suit. Mr. Burgess goes to Candida’s home for a visit and therefore 
needs a formal suit. He is a lively character and should be the most visible person on 
stage. I chose a cream linen suit and a burgundy handkerchief to light him up. I also gave 
him a cream bowler with burgundy ribbon on it to match with his outfit.  
Mr. Burgess is at the dinner with Morell. Therefore I prepared a tailcoat for him 
as well and paired it with a black bowler to maintain his look.  
Fig.	  2.7	  Mr.	  Burgess	  with	  Candida	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 Plate	  2.4	  Rendering	  -­‐	  Mr.	  Burgess	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Candida  
Candida is Morell’s wife, a clever 
and kind person.  Shaw describes her thus: 
“With the double charm of youth and 
motherhood. Her ways are those of a woman 
who has found that she can always manage 
people by engaging their affection, and who 
does so frankly and instinctively without the 
smallest scruple.” (Candida, Page 18) 
Candida is very good at managing people. 
Candida knows her sexual attractiveness; 
furthermore, she knows how to use this 
attractiveness, along with her deep thoughts and dignities.  
 Candida had a significant emotional transfer towards Marchbanks. I wanted to 
give her a costume transformation to symbolize it. Because Morell is in a cool tone, I 
gave Candida a cool tone in the beginning to match him. I found a pastel mint blue skirt 
of the period style that fit her lively personality very well. In the beginning of the script, 
she arrives home from traveling. Therefore I did my research on traveling-wear in 
1900’s. I found the picture shown in Fig 2.8. The elegant, intellectual and lively feeling 
in this photo fits my understanding of Candida. Therefore, I designed a wool-traveling 
coat for her and used this image as a guide. (Fig. 2.9 a.) Candida removed her coat on 
stage and needed a jacket. I gave her a mint blue jacket under her traveling coat to match 
her mint blue skirt. Because she was on stage all the time, I also gave her a white shirt 
Fig.	  2.8	  Research	  for	  Candida	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with nice lace details. This way, she could make a 
quick change from her traveling jacket to house-
wear just by taking off her jacket and putting on 
an apron.  
Her transition happens after the dinner. 
Morell and everyone else departs, leaving 
Candida and Marchbanks alone together. This is 
the moment Candida begins to develop feelings 
for Marchbanks. For the dinner look, I wanted her 
to have more 
connection with 
Marchbanks. 
Therefore I 
transitioned her to a warmer tone. According to my 
research, dinner dresses are very formal and important. 
I gave her a burgundy lace dress to highlight the sexual 
attraction that happens in the last act. Because of the 
budget, I couldn't get the lace I wanted for this dress. 
After talking with Hills, she found a piece of lace 
tablecloth that was exactly the color I wanted. Since the 
tablecloth is heavier than regular lace, I used black 
doupioni underneath togive it more body. Doupioni is a 
heavier type of silk. (Fig. 2.9 b.) 
Fig	  2.9	  a.	  production	  photos	  of	  Candida,	  traveling	  coat	  
Fig.	  2.9	  b.	  Production	  photo	  of	  Candida,	  dinner	  dress	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 Plate	  2.5	  Rendering	  -­‐	  Candida	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Eugene Marchbanks 
Eugene Marchbanks 
is a shy, young poet. Shaw 
describes him as “a strange, 
shy youth of eighteen, slight, 
effeminate, with a delicate 
childish voice, and a hunted 
and tormented expression and 
shrinking manner that show 
the painful sensitiveness of 
very swift and acute 
apprehensiveness in youth.” 
(Candida, Page 20) Eugene 
has the most complex 
personality in this play. I had 
a hard time capturing his 
image in my mind. Eugene is 
rich, but he doesn’t dress like it. Actually, he does not care about how he dresses at all.  
He is shy, sensitive and miserable the whole time. Only when he talks about his poetry 
does he show a bit of confidence. However, he has the courage to fight for his love.  
Eugene is a passionate person. I put him in a warmer tone to distinguish him from 
the others. While talking with Moore and Hills, they suggested finding some photos of 
Oscar Wilde. (Fig 2.13) I took one of his iconic looks and changed the style a little bit to 
Fig	  2.10	  production	  photo	  of	  Eugene	  with	  Mr.	  Burgess	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match the period. I gave him very well made brown plaid pants with a mismatched sports 
jacket. He also had a vest inside that didn’t go with either the jacket or pants. Because he 
just came over to Candida’s house to visit, and the dinner isn’t expected, I didn't give him 
a formal look for the dinner. After dinner, he relaxes more so I let him take off his jacket 
and loosen up his buttons on his shirt.  
 
 
Fig.	  2.13	  Oscar	  Wilde	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Plate	  2.6	  Rendering	  -­‐	  Eugene	  Marchbanks	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Fig.	  2.11	  Production	  photo	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Evaluation  
Candida was the first costume design I had ever done. Before this show, all of my 
design experiences in the theater were paper projects. This show helped me understand 
the basic process of costuming and how to solve problems. I started to fall in love with 
the design transformation from paper to stage.  
 The basic design process is not limited to drawing pretty pictures like I thought. 
In fact, drawing pretty pictures is like the first step for running a marathon. A good 
design also needs the communication process with the director and costume shop. When I 
got my renderings to the shop for construction, I got some feedback from the costume 
shop manager, Louella Powell. Some of my choices of fabric weren’t ideal for the looks I 
wanted, so I had to switch my fabric swatches to get the effects that I liked.  This process 
helped me learn a lot about fabric choices.  
 I also enjoyed the process of communicating with the director. She helped me 
understand the script deeper than when I read it by myself. At the same time, I got a lot of 
good inspiration from the director, especially when we shared research. This gave me 
more confidence with my designs.  
 I got a lot of help from my advisor, Nancy Hills, such as finding fabric for 
Candida’s coat and dress. She also told me how to break down the script for a design plot 
and how to do research for period shows.  
 I am so glad that I had the opportunity to work on a period show for my first 
costume design project at Utah State University Theater. I enjoyed the whole process, 
and I learned a lot as well. I will use what I learned from this show to benefit my future 
designs. 
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Appendix B 
 
 
Department:    Director:                   
Show:                  Costume Designer: 
Space:                  Faculty Advisor:      
Actor Character Look # Costume Piece Description Pull Buy Build Rent Cost
Proserpine Garnett 1 shirt white
tie black
skirt black grey strip with tile
belt black
shoes black
Morell 1 coat black, long
pants black
shirt black with white collar
shoes black
2 tail coat black
vest black
shirt white
pants black
fedora black
Lexy 1 suit grey
vest grey
pants black
shirt black with white collar
fedora black
shoes black
2 tail coat black
shirt white
vest white
Mr. Burgess 1 3piece suit cream
bow tie white
shirt white
hankerchief burgundy
spats white
shoes black
cane brown
2 tail coat black
vest white
Candida 1 travil coat plaid
skirt blue green
2 jacket blue green
3 shirt white with lace
4 apron white
5 dinner dress burgundy lace
choker black
Eugene 1 jacket lighter brown
vest brown plaid
pants darker brown
Candida Plot
Plot.	  2.7	  Costume	  plot	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Department:    Director:                   
Show:                  Costume Designer: 
Space:                  Faculty Advisor:      
Actor Character Look # Costume Piece Description Pull Buy Build Rent Cost
cravat burgundy
shirt white
shoes dark brown
Plot.	  2.8	  Costume	  plot	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Chapter III 
 
The Learned Ladies 
HAIR AND MAKEUP DESIGN 
 
 
Background and Plot summary 
 The Learned Ladies is one of Moliere’s most famous comedies. It first premiered 
on March 11, 1672. This story is about two young lovers, Henriette and Clitandre, who 
want to get married. However, the women in the Henriette’s family do not approve of the 
match and try to separate them by making her marry a fraud, Trissotin, who is hiding 
behind the guise of a scholarly poet. Meanwhile, Henriette’s father and uncle frown upon 
the women's aggressive meddling in the family and attempt to help Henriette and 
Clitandre complete their nuptials. Moliere’s crafty script subtly satirizes the false 
academic movement of his time by skewering self-proclaimed academics with wit and 
humor.  
 
Concept 
The director, Leslie Brott, decided to move the time period of the play to the 
1920’s as she felt the themes of the play fit well within this time. This is because after 
World War I, there was a feminist awakening. More and more women start working and 
learning. After talking with the costume designer, Nancy Hills, she and I shared an 
understanding of the characters that included their personalities, social status and 
purposes.  
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Research and Design 
I started work on my research, founded on the information I got from the director, 
costume designer and script. Based on this information I discovered my design objectives: 
link the design closely to period features; realistically portray age, as most of the actors 
were much younger than their character counterparts; and help portray emotion and 
character details through make-up.  
First of all, I began research on 
period features. For women during the 
First World War, makeup was used to 
cheer them up and help them recognize 
their feminine power. (Stevie McGlinchey, 
2012)Therefore, makeup became a 
common and popular accessory. The 
women of the 1920’s created some iconic 
looks, such as thin eyebrows, startled eyes, 
scarlet lips and a pale pallor. (Fig. 3.1) 
This type of makeup symbolized the new 
image of avant-garde independent women. 
However, not everybody followed the fashion. I also did my research about what makeup 
looked like for ‘normal’ woman in the 1920’s, which was more natural compared to the 
edgy, fashionable variety. (Fig. 3.2) For men, makeup was not common.  
Fig.	  3.1	  1920’s	  icon	  makeup	  look	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 I then did research on how to create 
different looks according to different 
generations’ facial expressions. There were 
two generations in this play, and all the actors 
were only around 20 years old. This 
opportunity allowed me to use some aging 
techniques in my designs. (Barney Burman, 
2011) There are two general ways of doing 
aging makeup. One is using latex facial cream 
to hold the real wrinkles on people’s faces. 
Another is using shadow and highlight to 
create a trompe l’oeil illusion. I decided to use 
the second technique because it is the most 
common in performance theatre and is easier 
for actors to apply who have little experience 
with makeup.   
Makeup can also help portray emotion 
and character details. Moliere’s characters 
always fit into different set stereotypes and 
this play is no exception.  By studying the 
script, I organized all the characters by these 
stock personalities and continued with a 
general understanding of each type’s most 
Fig.	  3.2	  natural	  look	  in	  1920’s	  	  
Fig.	  3.3	  Production	  photo	  of	  Henriette	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significant personality traits. After talking with the costume designer, I discovered the 
specific looks for each character. In addition, I used the information that she gave me, 
combined with the information I found myself, to set the characters’ final facial images.      
Henriette and Clitandre 
 Henriette and Clitandre are the young, 
kind and innocent lovers. They are the only 
two throughout the play who do not pretend or 
put on false airs. Hills wanted them to look as 
natural as possible, so I gave Henriette a low 
bun with French curls and very light makeup. 
I didn’t change her eyebrows, as people 
usually do for the 1920’s stereotype, and 
instead darkened her natural brow to draw 
attention to her changes in expression. (Fig. 
3.3) Then I used dark brown eyeliner to 
accentuate her eyes and chose a natural lip 
color rather than a dark red one to emphasize her mouth. Since he needed to match 
Henriette, Clitandre also got a natural, young look. I darkened his eyebrow and gave him 
a little bit of eyeliner to accentuate his face. (Fig. 3.4) 
Fig.	  3.4	  Production	  photo	  of	  Clitantre	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Plate	  3.1	  Rendering	  -­‐	  Henriette	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Plate	  3.2	  Rendering	  -­‐	  Clitandre	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Philaminte  
 Philaminte is Henriette’s mother 
and is in her middle ages. She is 
formidable, always intimidating her 
husband. She advocates an illusion of 
eruditeness and, on those grounds, 
stands against her daughter marrying 
the unschooled Clitandre. Hills wanted 
Philaminte’s style to be identical to 
Henriette’s, so I gave her the same 
hairstyle as her daughter. However, 
because Philaminte was much older 
than Henriette, I applied some aging makeup on her. I darkened her wrinkles and pulled 
up her eyebrows and under-eyeliner to give her a ferocious look. I also used a darker 
eyeliner pencil to draw wrinkles between her eyebrows to make her look angry. (Fig 3.5)    
 
 
 
 
 
 
Fig.	  3.5	  production	  photo	  of	  Philaminte	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Plate	  3.3	  Rendering	  -­‐	  Philaminte	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Belise 
 Belise is Henriette and 
Armande’s aunt and is, arguably, 
the funniest character in the play. 
Belise is in her middle ages and 
never got married; however, she 
has a lot of self-confidence and 
believes that every man is falling 
in love with her. Hills wanted her 
to have a kerchief and big hair to 
show her craziness and foppish 
sense of fashion. I curled her hair 
in the tiniest curls I could and then 
pulled them up into a bun on top of her head. Her kerchief was tied around her forehead, 
then knotted in a bow on the side. Since Belise is so fashionable, I surmised she would 
have had her makeup done like a movie star. Therefore, I gave her the iconic look of the 
1920’s, which were thin eyebrows, startled eyes, scarlet lips and a pale pallor. (Fig 3.6) 
Hills put her in an orange costume, and—since I wanted Belise to have an uncoordinated 
color combination—I gave her an olive-green, thick eyeliner combined with glitter-green 
eye shadow for her eye makeup, a dark red cherry lip, and beauty spot. I also applied 
aging makeup. However, because she is supposed to have very heavy makeup on to try to 
pretend that she is younger, I reduced her aging makeup a little bit to insinuate this 
aspect. It also showed her narcissistic personality.  
Fig.	  3.6	  production	  photo	  of	  Belise	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Plate	  3.4	  Rendering	  -­‐	  Belise	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Armande 
 Armande is Henriette’s older 
sister. She can’t take the fact that her 
younger sister has fallen in love with 
Clitandre because she thinks all the 
women should focus on academic 
achievement. She was prudent when 
making her own life choices, even 
though she did not enjoy the 
consequences. Therefore, she is 
always jealous of Henriette’s love 
life and feels bitter about it. Hills told 
me that she would appreciate it if I gave Armande a pair of glasses and ‘nerdy’ look. (Fig 
3.7) To honor those requests, I put her in a short, bob hairstyle and almost no makeup.  
 
 
 
 
 
 
Fig.	  3.7	  Production	  photo	  of	  Armande	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Plate	  3.5	  Rendering	  -­‐	  Armande	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Martine  
 Martine is the young, 
sassy maid: a little bit silly, but 
honest. The actor had the perfect 
blond hair color for this 
character, and I curled it into a 
lose bob with a large-barrel 
curling iron. Then I tied a maid 
cap, which Hills had designed, 
on her upper forehead. She was 
another heavily makeuped 
woman in this play. However, 
because of her age and the fact 
that she is more attractive than Belise, her make up would be more natural than that of 
her older mistress.(Fig 3.8) I also gave her the 1920’s iconic look, but I chose colors that 
were a lot more subtle than Belise’s.   
 
 
 
 
Fig	  3.8	  Production	  photo	  of	  Martine	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Plate	  3.6	  Rendering	  -­‐	  Martine	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Chrysale  
Chrysale is Armande’s husband 
and scared of his wife. Unlike Armande, 
Chrysale believes books are places to 
press ties. He thinks instead of spending 
time on learning, women should take care 
of the family. However, he is too scared to 
let his wife know his thoughts. So I gave 
him a natural look with a little bit of old 
fashioned whimsy. I redrew his eyebrows 
slightly slanted so he always looked 
terrified, and pulled back his hair to show as much forehead as possible. (Fig 3.9) It 
denotes his graceful aging, which I emphasized with old age makeup. 
 
 
 
Fig.	  3.9	  production	  photo	  of	  Chrysale	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Plate	  3.7	  Rendering	  -­‐	  Chrysale	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Ariste  
 Ariste is Chrysale and 
Belise’s brother. He is the only 
character who knows every situation 
that the others are in. He is smart and 
tries to save his brother from 
Armande. He wants Chrysale to 
stand up, and be a man. I gave Ariste 
the look of an older gentleman. I 
found that a mustache was really 
helpful when aging his face. I also 
pulled his hair back to show his 
forehead which lent itself to the appearance of age. (Fig 3.10) 
 
 
 
 
 
 
 
 
Fig.	  3.10	  Production	  photo	  of	  Ariste	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Plate	  3.8	  Rendering	  -­‐	  Ariste	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Trissotin  
Trissotin is pretentious and 
pretends to be a scholar before 
Armande’s family in order to marry 
Henriette and get their money. I decided 
he should look hypocritical and funny. 
In order to achieve this goal, I gave him 
an over-done cowlick hairstyle with 
under-eyeliner to bring a darkness of 
intent into his facial expressions. (Fig 
3.11) 
Vadius  
 Vadius is a scholar, although not a successful one. However, he has enough 
knowledge to fool the ‘learned ladies’, and he is a friend of Trission. With all this in 
consideration, I gave him a natural look. He is not the type who would spend his time on 
fashion or even cleaning up. Therefore, I didn’t do much to his features, only mussed his 
hair and added slight corrective makeup to define his face.  
 
 
Fig.	  3.11	  Production	  photo	  of	  Trissotin	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Plate	  3.9	  Rendering	  -­‐	  Trissotin	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Evaluation 
 The Learned Ladies was the first show I designed and served as my introduction 
into the world of theatrical design. I am glad that I could work on a show as the hair and 
makeup designer. I am so appreciative of my faculty support system, especially my 
advisor, Hills Hills, who gave me the opportunity to practice my makeup skills. Through 
the process, I learned the basic steps of designing a show for theatre and how to organize 
my designs so it is easier to visually communicate my ideas.  
 The process for designing a stage production can be simplified into four steps: 
First of all, I studied the script. By studying the script, I learned everything about the 
characters, and therefore had a general picture in my mind already. Then I took my ideas 
to the director and costume designer. I tried to match my understanding of the character 
to theirs. After successful collaboration, I started to do my rough designs on face 
templates that were provided to me. I took these roughs to the director and costume 
designer to get approved. Then I used the one basic design they chose to start my final 
renderings. Sometimes I would correct problems based on the feedback I got. Finally I 
used design instruction sheets to show the actors details when applying their makeup.  
 How to organize my designs to make it easier to visually communicate was 
another thing I learned from this show. I love to do research. I always spend a lot of time 
on it and don’t end up using it all. When I went to the first meeting with the director and 
costume designer, I had too much research that had not been organized at all. Hills spent 
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an hour with me and found out what we really needed. We then selected the useful ones, 
so I could have a reasonable research file when meeting with the director.  
 The Learned Ladies was a great introduction to the theatre design field for me. 
Learning the basic steps and organization, it helped me to push my ideas close to what I 
had envisioned. 
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